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The Professional Public Concert 
by Joseph Dyer 


Between the death of Bach in 1750 and that of Beethoven 

in 1827 vast changes took place in the vehicles of musical 
performance. Concomitant with changes in taste and style 
throughout this period, there occurred a progressive “profes- 
sionalization” of the public concert, itself a relative newcomer 
to the world of music. Previously, church and court were the 
twin supports of professional ensembles outside the opera 
house. Orchestras tended to be rather small and, apart from 
gala festivals in England, the large chorus was unknown. 
Though religious services, which particularly in Italy included 
independent instrumental music, were open to all, concerts by 
the highly proficient court orchestras were generally accessible 
to few besides the hereditary nobility. The orchestra at the 
electoral court in Mannheim enjoyed an international reputa- 
tion: visitors marveled at the perfection of its execution. 
Several noted composers belonged to the orchestra, and 
literally hundreds of symphonies were spawned from 

its ranks. 

Economic restraints and the disruptions of the 
Napoleonic wars led to the dissolution of many a court musical 
establishment. The professional court musician, never quite 
secure from such caprice, now found himself with a dimin- 
ished opportunity for future employment as a performer. The 
municipal musicians (Stadtpfeifer) found that they could not 
support themselves solely on the income from the perfor- 
mance of their official duties. Not all the musicians affected by 
these developments could find alternative employment as 
“free” artists on a level commensurate with their abilities. Most 
had to look to teaching or hope that a post in a theater 
orchestra would fall vacant. 

The scarcity of positions was due in part to the 
orchestras of middle-class amateurs which had formed in the 
late eighteenth century and continued well into the nine- 
teenth. They employed a few professionals, principally winds 
and brass. Professional string players were not always wel- 
come, since they usually required payment for their service. 
These “dilettante” orchestras (as they were called in German- 
speaking lands) were often far from what the English name 
implies. The results depended on the quality of the players; a 
dilettante was merely a person who did not earn his living from 














music. Amateurs with sufficient leisure time could become 
quite accomplished instrumentalists, and a professional or- 
chestra brought no guarantee of an adequate performance 
because rehearsal time was always insufficient by modern 
standards. 

Mozart, shortly after his arrival in Vienna, associated 
himself with Philipp Jakob Martin and his summer Dilettante 
Concerts in the Augarten. Only the bassoons, trumpets and 
drums were paid. Martin organized similar concerts during the 
winter in a municipal building known as the Mehlgrube. 
Mozart admired Martin’s business acumen and thought that 
the amateur-professional orchestra was rather good, though 
when Mozart arranged for his own “Academies” (as concerts 
were known in Vienna), he hired professional musicians from 
the Burgtheater. 

Amateur orchestras existed in many other cities and 
towns to play the orchestral music which then represented the 
leading edge of compositional developments. The Grosses 
Konzert, founded in 1743 by a group of Leipzig nobles and 
wealthy merchants, was renamed two decades later the 
Liebhaber-Concert. Berlin had its own Liebhaber (amateur) 
concerts from 1770 to 1797. The Parisian Concerts des Amateurs 
commenced in 1764 and developed into the Société de la Loge 
Olympique, for which Haydn wrote the “Paris” Symphonies. 
The success of these ventures depended on a pool of skilled 
amateurs who could be inspired by a director with strong 
musical and organizational talents. Many undertakings did not 
survive for want of stable management, sustained enthusiasm 
or seriousness of purpose. 

Dr. Charles Burney, author of a famous history of music, 
observed the limitations of such orchestras on a visit to 
Hamburg in 1775: 


At night I was carried to a concert, at the house of M. Westphal, 

an eminent and worthy music-merchant. There was a great 

deal of company; and the performers, who consisted chiefly 

of dilettanti, were very numerous. This kind of concert is usually 
more entertaining to the performers than the hearers;... in these 
meetings, more than others, anarchy is too apt to prevail, unless 
the whole be conducted by an able and respected master. 


Presumably the audience paid no fee for the privilege of 
attending this particular evening’s entertainment. It was to 
such informal semi-public gatherings that the term “concert” 
was first applied. 

The deficiencies of the Dilettante Concert as an institu- 
tion encountered ever more insistent criticism as the 
nineteenth century wore on. Audiences demonstrated less and 
less tolerance of their neighbors’ shortcomings as performers. 
Composers, beginning with Beethoven, made the kind of 
technical demands which only highly trained professionals 
could hope to master. Berlioz and Wagner delivered one 
broadside after another against shabby playing, whether 
amateur or professional. In some cases friction between unpaid 
amateurs and paid professionals in the same orchestra was a 
source of unpleasantness. Audiences were also becoming 
accustomed to the heady excitement of the virtuoso concert, 
and they expected some of the same thrill from orchestral 
music making. To attain this goal, a more exacting orchestral 
technique was required. 

All of these developments opened the way for a 
resurgence of the professional orchestral instrumentalist who 
was not a travelling virtuoso, but first a viable organizational 
model had to be found. The idea of a subscription series under 
professional management was not the self-evident solution one 
might assume today, for not every nineteenth-century city had 
the resources or social structure to develop public musical 
institutions. In London, however, the love of music and the 
entrepreneurial spirit had produced an embryonic “concert 
series” by the late seventeenth century, when John Bannister 
offered “music performed by excellent masters” every day. The 
admission price of one shilling included ale and tobacco. This 
clubbish atmosphere characterized many early concerts, both 
in England and on the continent. A monthly series at the 
home of William Caslon (1692-1766), the renowned type- 
founder, featured: 


... Corelli’s music, intermixed with the Overtures of the Old 
English and Italian operas... and the more modern ones of Mr. 
Handel. In the intervals of the performance the guests repasted 
themselves at a sideboard, which was amply furnished; and, 
when it was over, sitting down to a bottle of wine, and a 
decanter of excellent ale, of Mr. Caslon’s own brewing, they 
concluded the evening’s entertainment with a song or two of 
Purcell sung to the harpsichord, or a few catches, and about 


twelve retired. 


Music and refreshment were frequent partners in the 
early history of public performances. For outdoor music and 
recreational diversions no European institution rivalled 
London’s Vauxhall Gardens. Most of the concerts held in its 
agreeable environs were professional. 

Toward the end of the eighteenth century there was 
established in London the Professionals Concert, which found- 
ered when it opposed the Haydn-Salomon Concerts in the 
1790’s. The later London Philharmonic Society, founded in 
1813, had as its specific purpose the cultivation of a higher 
standard of performance. The Society commissioned (or so it 
thought) Beethoven's Ninth Symphony. All of its players were 
professional, but only the wind players were paid. 

Something of a stir was created when a plan was implemented 
to fund insurance benefits for the musicians’ families 


with profits from the concerts. The amateur tradition of music 
for the sheer joy of it remained strong in England! 

Leipzig was the first city to have a professional concert 
orchestra supported by an association of leading citizens. 
Beginning in 1781, it performed in a specially outfitted room in 
the cloth merchants building (Gewandhaus). Mendelssohn, its 
most famous conductor, was appointed in 1835. After a 
number of false starts, Vienna had its first professional concert 
series in 1842, a relatively late date for a musical center of such 
importance. The Vienna Philharmonic, directed at first by Otto 
Nicolai, gave only 22 concerts during the first 18 years of its 
existence. The New World was not far behind these European 
endeavors: the New York Philharmonic was established in 
1842. It underwent one crisis after another during the re- 
mainder of the century as external support waxed and waned. 
Its players had to hold theater jobs, hence attendance at 
rehearsals suffered if a better playing commitment was at 
hand. When Henry Lee Higginson founded the Boston 
Symphony Orchestra in 1880, he bound the musicians by 
contract to forego outside engagements during the concert 
season. Only the Handel and Haydn Society could make use 
of their services when they were not needed for a concert or 
rehearsal. Before the creation of the Boston Symphony, 
residents of this city depended on the Harvard Musical 
Association orchestra of amateurs, visiting orchestras or the 
Handel and Haydn orchestra for exposure to the symphonic 
repertoire. 

With the growth of the fully professional concert 
orchestra, however imperfect, the amateur either had to retire 
to his parlor or discover another outlet for public music 
making. That outlet, choral singing, had already begun to sink 
its roots deep into middle-class musical culture. The first 
important group with a stable organization was the Berlin 
Sing-Akademie, created almost unintentionally in 1791 by Carl 
Friedrich Fasch with a group of his singing pupils. Unlike the 
Handel and Haydn Society which gravitated immediately to 
the oratorio repertoire, the Sing-Akademie cultivated a cap- 
pella choral song. Its members came from the professions, the 
mercantile class, and minor officialdom. The Sing-Akademie 
had its moments of glory in 1829 with the revival of the Saint 
Matthew Passion and in 1834-35 with the first performance of 
the B Minor Mass. It often sang for charitable purposes and 
disaster relief, as did most of the nineteenth-century choral 
societies. It has been in continuous existence since 1791, 
though in 1963 the “refounding” of the venerable institution 
was announced in East Berlin, ostensibly because “only today, 
in our workers and farmers state can the true humanistic ideals 
of the founders of the Sing-Akademie find their fulfillment’—a 
quintessentially bourgeois institution turned proletarian! 

Choral societies along similar lines were established in 
many German cities during the first half of the nineteenth 
century. The popular choral festivals would have been impossi- 
ble without the resources they provided. The joy of singing 
united thousands throughout Europe and America in the great 
mixed choirs which selectively appropriated for themselves a 
few works from the Baroque and Classic periods (Bach's 
Passions, Handel’s oratorios, and Haydn's Creation and 
Seasons) and encouraged nineteenth century composers to 
write for their resources. Much of the latter repertoire turned 
out to be rather undistinguished, though it was prepared for 
frequent performances with the same fervor bestowed on the 


supreme masterworks. The amateur choralist sang for relaxa- 
tion and enjoyment, but also for an intimate sense of 
participation in a heady emotional experience, one which did 
not, however, require the arduous personal discipline insepara- 
ble from mastery of an orchestral instrument. A choral society 
could likewise accommodate enormous numbers of singers: 
the Handel and Haydn Society frequently performed with over 
500 members—a chorus of only 300 was a cause of alarm at 
declining interest. 

Depending on the country and the social status of the 
participants, the choral movement had other goals quite 
independent of the cultivation of musical art. Massed choirs 
had been a distinctive English tradition ever since the great 
Handel Commemorations of the late eighteenth century. Their 
overwhelming effect impressed foreign visitors and encour- 
aged the spread of choral music on the continent. Henry 
Raynor, in Music and Society Since 1815, makes a strong case 
for the relationship between choral singing, nonconformism 
and the working classes of the English factory towns. The 
Methodists fostered spiritual hymn singing as they devoted 
themselves to the moral improvement of a populace victimized 
by industrialization. Choral societies were the natural vehicles 
of both educational and moral uplift. Choral singing was 
touted as the road to virtue for the working classes: “senti- 
ments are awakened in them which makes them love their 
families and homes; their wages are not squandered in 
intemperance, and they become happier as well as better” 
(George Hogarth, father-in-law of Dickens, writing in 1835). 
Still other choral societies: Liverpool (1831), Huddersfield 
(1836), Manchester (1850) drew their support from the middle 
class, but London’s first big choir, the Sacred Harmonic Society 
(1832), had close ties with Exeter Hall, the most important 
Methodist center in the capital. 

Social aims of a similar nature determined the structure 
of the Orphéon movement in France, though its principal 
goals were educational, not religious or social. The Orphéons 
were working-class choirs spread throughout France which 
cultivated a cappella singing and administered a method to 
teach note reading. (The English tonic sol-fa system was also 
linked with educational choralism.) At the height of its 
popularity in 1860 the movement enrolled 150,000 singers in 
3,200 Orphéons. In Switzerland choral singing became a 
significant expression of social solidarity and national con- 
sciousness, as well as an intimate communion with high art. 
The publisher Hans Georg Nageli promoted the founding of 
choral societies with a zeal approaching mystical fervor: 


Where does each individual perfect his personality simul- 
taneously through the free expression of feelings and words? 
Where does he become aware, intuitively and in many different 
ways, of his human autonomy and solidarity? Where does he 
radiate love as well as imbibe it at the instant of every breath? 


Where, I ask you, but in choral singing? 


These words were written in 1809, and though they 
apply specifically to certain political and educational objectives 
pursued in conjunction with the educational theorist 
Pestalozzi, the sentiments would have been echoed by quite a 
few nineteenth-century choralists. 

German male choirs were hotbeds of a militant brand of 
nationalism in the nineteenth and early twentieth centuries. 


They raised their voices in folk song and in celebration of the 
fatherland. A particularly famous collection of music, Lyre and 
Sword (1814) set the tone for these organizations, which in 1862 
came together in the German Sangerbund. The organization 
was banned immediately after the Second World War, but 
reconstituted in 1949 and remains a respectable part of the 
German musical scene today. Nationalist sentiments were not 
necessarily royalist ones, as every European monarchy real- 
ized. In their system of organization the choral societies were 
far more democratic than the political institutions which 
surrounded them and which regulated the daily lives of their 
members. The conductor was elected by the membership, as 
were the principal officers, and important decisions depended 
on the establishment of a consensus. In most of the societies 
women held an equal footing with men. Naturally the civil 
authorities could not afford to ignore any large gatherings of 
the educated bourgeoisie. A German police report voiced the 
prevailing mood of suspicion when it noted that “the encour- 
agement of democratic tendencies lies at the root of many of 
these choral societies [Gesangvereine].” Only in England and 
America were the societies free of seditious tendencies, though 
some of the English workers’ choirs were suspected of 
dangerous leanings toward socialism. 

The Handel and Haydn Society, founded in 1815, is one 
of the oldest choral societies in the world: only a few have 
flourished for more than its 165 years. The early membership 
rolls included merchants, manufacturers, professional men 
and a few tradesmen. The latter seem to have resigned after 
short periods, either because they lacked the leisure time or 
because they were not made welcome in what must have 
seemed a closed circle. In short, it was an organization 
expressive of solid middle-class values, even later in the 
century when its 600 or more members came from all walks of 
life. (Women are included in this number, though “ladies of 
the chorus” were barred from official membership in the 
society until 1967.) Possibly due to an excess of that democratic 
spirit which was so feared by our German policeman, the by- 
laws of the Society put musical decisions in the hands of the 
elected President, who might even decide to do the conducting 
himself. The Society’s first conductor, Gottlieb Graupner, was a 
professional and an alumnus of the Salomon Concerts in 
London, but many years passed before the officers realized 
that only a competent, well-trained director could provide the 
necessary, authoritative leadership. 

Until that realization dawned, progress was slow: 
amateurism was the bane of the Handel and Haydn Society in 
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its earliest years, and the by-laws forbade any member from 
accepting compensation for musical services. In 1853 Karl 
Bergmann, a member of the touring Germania Orchestra 
which had just settled in Boston, took over the conductor's 
baton temporarily and enforced a measure of discipline in the 
chorus. A performance of Beethoven's Ninth Symphony that 
year (the Boston premiére) was a virtual rebirth for the Society. 
Another ex-Germanian, Carl Zerrahn, succeeded Bergmann 
and continued to administer the strong tonic of discipline by 
requiring higher standards for admission to the chorus and 
regular attendance at rehearsals. Within three years the Handel 
and Haydn Society was able to mount America’s first music 
festival on the British model: Creation, Elijah, Messiah, sym- 
phonic works—and a $2,000 deficit! 

The development of permanently established symphony 
orchestras and large choral societies took place within the 
framework of the public concert before a fee-paying audience. 
Both were in different ways emblems of the new independence 
and self-confidence of the middle class, now determined to 
enjoy the cultivated pleasures which were formerly the 
perquisites of the hereditary nobility. The English managerial 
skill which first made the public concert a viable reality was 
widely imitated. Establishment of an orchestra became a 
matter of civic pride to the educated bourgeoisie with the 
financial means to support it. Private music making in the 
home flourished as never before; enormous quantities of trivia 
were churned out to meet the demands of a more affluent 
society. The piano became the instrument of preference for 
amateur instrumentalists who, a generation before, might have 
been members of a dilettant orchestra. Large amateur mixed 
choirs provided a substitute outlet for those who wished to 
appear before the public as active votaries of art. The history of 
nineteenth-century choralism amply demonstrates that there 
were vast cohorts of such. As noted above, well springs other 
than the love of music sustained, or at least added a special 
dimension to a number of European choral organizations. The 
choral society served a variety of purposes, the realization of 
which necessitated the maintenance of an amateur constituency. 


Modern taste has veered away from the “more-is-better” 
ethic of choral music; it questions whether the singing of vast 
throngs can produce a properly musical experience. While 
acknowledging that the size of the chorus depends on the 
music to be performed, a reduction in numbers with an 
increase in effectiveness is the aim of twentieth century choral 
societies. Handel and Haydn subscribers know that the Society 
has striven for and has maintained the highest standards of 
choral and orchestral performance, presenting the great mas- 
terworks according to the most exacting standards of 
authenticity and fidelity to the composer. The Handel and 
Haydn Orchestra numbers among its personnel the best 
professional musicians in the area; vocal soloists of national 
reputation are engaged. The Artistic Director and the officers 
of the Society have determined this year to carry this practice 
to its logical conclusion: the inauguration of a fully profes- 
sional, paid chorus of the best singers in the metropolitan 
area. The special circumstances which make the Handel and 
Haydn Society America’s premier choral institution, its location 
in a major cultural center and its responsibility to its audience 
induced the Board of Governors to approve this step, making 
the Society unique in yet another way. Just as the amateur 
orchestra finally yielded for good reason to the professional 


ensemble, the amateur chorus in a few situations should yield 
to the professional chorus. 

The response to this year’s subscription drive for both 
the choral and instrumental series exceeded all expectations. 
Henceforth new demands and a far greater commitment of 
time will be required of the chorus, many of whom are already | 
professional singers by training and experience. Fairness alone | 
calls for recognition of this fact in a tangible way. The 
requirements of musicianship in a chorus like the Handel and 
Haydn are more exacting than they are for an opera chorus, all 
of whose members are paid for their services. If the Society 
wishes to continue attracting exceptionally qualified singers in 
a region where there is such extensive (friendly) competition | 
for them among choral societies, it must offer appropriate 
reimbursement. By so doing, the Society can encourage the | 
development of younger talent by helping to underwrite the 
cost of vocal instruction, to the benefit of both the individual 
and the Society. 
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Next concert of the Handel & Haydn Society at 
Symphony Hall: December 5 & 7, 1980 at 8:00 p.m. 


Everyone is invited to Symphony Hall’s Hatch Room 
(on the street level toward the Huntington Avenue end 
of the hall) for a drink after the concert. 


Tonight's performance is supported in part by a grant 
from the Massachusetts Council for the Arts and 
Humanities and the National Endowment for the Arts. 


The taking of photographs and the use of recording 
equipment in this auditorium is not allowed. 


Copyright © 1980 by the Handel & Haydn Society. 








N O 


by Joseph Dyer 


Gabriel Fauré Requiem, Op. 48 


Gabriel Urbain Fauré (1845-1924) was a modest man who 

did not promote his own self-interest, yet his career was a 
remarkable one. He published all of his important works and 
became Director of the Paris Conservatoire, though not a 
graduate of that institution. He did not come from a notably 
musical family, and his father entrusted young Gabriel to the 
Ecole Niedermeyer in Paris only with considerable reluctance. 
This school combined a musical and a humanistic education— 
a happy circumstance for which Fauré was ever grateful. The 
program of musical instruction, emphasizing sacred music, 
included the usual conservatory disciplines, but a close study 
of Gregorian chant and the masters of the sixteenth and 
seventeenth centuries formed a distinctive part of the curricu- 
lum. The teacher of the piano class was Camille Saint-Saéns, 
whose tastes were also broad. He introduced his pupils to a 
repertoire which extended from Bach to the “moderns” — 
Schumann, Liszt and Wagner. 

Fauré graduated with several first prizes before embark- 
ing on the career of a musicien d’église and composer for which 
the Niedermeyer prepared its students. In the early 1870s he 
moved to Paris, where he was appointed to the teaching staff 
of his alma mater. He also assisted Saint-Saéns at the church of 
the Madeleine, receiving an appointment as choirmaster in 
1877. The next decade proved extremely fruitful. Inimitable 
mélodies flowed from his voluptuary pen in company with 
barcarolles, impromptus and nocturnes for piano. The Ballade 
for piano and orchestra, the Elégie for cello, the second 
Quartet for piano and strings and the Requiem date from this 
period. In 1896 he was appointed organist of the Madeleine 
and professor of composition at the Conservatoire. He later 
took on the post of music critic for Le Figaro and, to the 
astonishment of many, this gentle man who had never 
cultivated the minions of officialdom was named Director of 
the Conservatoire in 1905. Age and deafness forced his 
retirement in 1920, but they had not diminished his creative 
powers, as the final four years were to show. 

The special qualities of Fauré’s art are neither spectacular 
nor overwhelming. The “discretion, tact, moderation and 
delicate taste” which the French critic Emile Vuillermoz praised 
in his music do not create throngs of loud, fanatical suppor- 





ters, though Fauré had many faithful partisans. He did not 
devise new sonorities or invent unprecedented rhythmic 
configurations, nor did he reject the traditional French devo- 
tion to melodic grace and precise treatment of the sung word. 
He did not break through formal barriers or reinterpret the 
tonal foundation of music. The secret of Fauré’s music is that, 
as Nadia Boulanger observed, “in his hands these ordinary 
things [chords, etc.] become precious.” We hear the ordinary 
used in an extraordinary fashion, guided by an ear of exquisite 
judgment, on every page of the Requiem. The generally slow 
tempi allow every striking progression to be fully savored, 
provided one is not distracted by the gently undulating curves 
of an unmatched melodist. An unexceptional chordal vocabu- 
lary is also used in the nearly contemporaneous Requiem by 
Charles Gounod—but with what pedestrian banality! Fauré 
easily avoids the cloying sentimentality to which so much 
French religious music of the belle époque descended. 

Fauré, despite his more than thirty years as a church 
organist, was not interested in religion. He wrote about a 
dozen sacred works of which only the Requiem Mass, written 
in memory of his father, is of lasting value. In this case filial 
piety supplied a devotional spirit which religious piety could 
not. Fauré felt that his command of orchestration was not 
adequate, and he often asked pupils to score works which 
needed orchestra. The orchestration of the Requiem is his 
own, however. The first version, performed at the Madeleine 
in 1888, called for violas, cellos, double bass, violin solo, harp, 
three trombones and organ. The other instruments (flutes, 
clarinets, bassoons, horns, trumpets, tympani, additional 
violins) were added when the Requiem was published in 1900. 
Fauré uses instruments with extreme discretion: almost never 
do they play together. Violins are treated with a caution 
usually reserved for the heavy brass. 

Apart from some minor textual omissions, no doubt 
sanctioned by lax French liturgical practices, the Fauré Re- 
quiem fulfills the ideals of liturgical music in an eminent way. 
It also has a musical unity which makes it suitable for an 
uninterrupted performance in the concert hall. The overall 
tonality of the Mass is D, but the “Sanctus” and “Pie Jesu” are 
in the distant keys of E flat and B flat, respectively. The fleeting 


continued 


Fauré Requiem, Op. 48 


I. Introit and Kyrie 


Requiem aeternam dona eis, Domine: et lux perpetua 
luceat eis. 

Te decet hymnus Deus in Sion, et tibi reddetur votum in 
Jerusalem: exaudi orationem meam, ad te omnis caro veniet. 


Kyrie eleison. 
Christe eleison. 


II. Offertory 


Domine Jesu Christe, Rex gloriae, libera animas omnium 
fidelium defunctorum de poenis inferni et de profundo lacu: 
libera eas de ore leonis, ne absorbeat eas tartarus, ne cadant in 
obscurum. 

Hostias et preces tibi, Domine, laudis offerimus: tu sus- 
cipe pro animabus illis, quarum hodie memoriam facimus: fac 
eas, Domine, de morte transire ad vitam. 

Quam olim Abrahae promisisti, et semini ejus. 

Amen. 


Ill. Sanctus 


Sanctus, Sanctus, Sanctus Dominus Deus Sabaoth. Pleni 
sunt caeli et terra gloria tua. Hosanna in excelsis. 


IV. Pie Jesu 


Pie Jesu Domine, Dona eis requiem sempiternam. 


V. Agnus Dei and Communion 


Agnus Dei qui tollis peccata mundi: dona eis requiem. 


Agnus Dei qui tollis peccata mundi: dona eis requiem 
sempiternam. 

Lux aeterna luceat eis, Domine: Cum sanctis tuis in aeter- 
num: quia pius es. 

Requiem aeternam dona eis, Domine, et lux perpetua 
luceat eis. 


VI. Responsory 


Libera me, Domine, de morte aeterna, in die illa tre- 
menda: 

Quando caeli movendi sunt et terra: Dum veneris judicare 
saeculum per ignem. 

Tremens factus sum ego, et timeo, dum discussio venerit, 
atque ventura ira. 

Quando caeli movendi sunt et terra. 

Dies illa, dies irae, calamitatis et miseriae, dies magna et 
amara valde. 

Dum veneris judicare saeculum per ignem. 

Requiem aeternam dona eis, Domine: et lux perpetua 
luceat eis. 


VI. Antiphon 


In paradisum deducant te Angeli: in tuo adventu susci- 
piant te Martyres, et perducant te in civitatem sanctam 
Jerusalem. Chorus Angelorum te suscipiat, et cum Lazaro quon- 
dam paupere aeternam habeas requiem. 
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Rest eternal grant unto them, O Lord: and let light perpetual 
shine upon them. 

Thou, O God, art praised in Sion, and unto thee shall the vow 
be performed in Jerusalem: thou that hearest the prayer, unto thee 
shall all flesh come. 

Lord, have mercy upon us. 

Christ, have mercy upon us. 


O Lord Jesu Christ, King of glory, deliver the souls of all the 
faithful departed from the pains of hell, and from the bottomless pit: 
deliver them from the lion's mouth, that hell swallow them not up, 
that they fall not into darkness. 

We offer thee, O Lord, this sacrifice of prayer and praise; do 
thou receive it for the souls whose memory we this day recall: make 
them, O Lord, to pass from death unto life. 

Which thou didst promise of old unto Abraham and his seed. 

Amen. 


Holy, Holy, Holy, Lord God of hosts, Heaven and earth are 
full of thy glory: Glory be to thee, O Lord Most High. 


Lord all-pitying, Jesu blest, Grant them thine eternal rest. 


O Lamb of God, that takest away the sins of the world: grant 
them rest. 

O Lamb of God, that takest away the sins of the world: grant 
them rest eternal. 

Let light eternal shine upon them, O Lord: With thy Saints for 
ever more: for thou art gracious. 

Rest eternal grant unto them, O Lord: and let light perpetual 
shine upon them. 


Deliver me, O Lord, from everlasting death in that fearful 
day: 

When the heavens and the earth shall be shaken: When thou 
shalt come to judge the world by fire. 

Iam in fear and trembling, until the sifting be upon us and the 
wrath to come. 

When the heavens and the earth shall be shaken. 

Woe is me, for the day of wrath, calamity and misery, the great 
day of exceeding bitterness. 

When thou shalt come to judge the world by fire. 

Rest eternal grant unto them, O Lord: and let light perpetual 
shine upon them. 


Into the paradise of God may the Angels lead thee; and at thy 
coming may the Martyrs receive thee, and take thee into the holy city 
Jerusalem. May all the Choirs of Angels welcome thee; and with 
Lazarus, once a beggar, may God grant thee rest eternal. 





Brahms Ein deutsches Requiem, Op. 45 


I. Ziemlich langsam und mit Ausdruck 


Selig sind, die da Leid tragen, denn sie sollen getréstet 
werden. 

Die mit Tranen sden, werden mit Freuden ernten. 

Sie gehen hin und weinen und tragen edlen Samen, und 
kommen mit Freuden und bringen ihre Garben. 


Il. Langsam, marschmdssig—Etwas bewegter—Allegyo non troppo 


Denn alles Fleisch es ist wie Gras und alle Herrlichkeit des 
Menschen wie des Grases Blumen. 

Das Gras ist verdorret und die Blume abgefallen. 

So seid nun geduldig, lieben Briider, bis auf die Zukunft 
des Herrn. 

Siehe, ein Ackermann wartet auf die késtliche Frucht der 
Erde und ist geduldig dartiber, bis er empfahe den Morgenregen 
und Abendregen. 

Aber des Herrn Wort bleibet in Ewigkeit. 

Die Erl6seten des Herrn werden wieder kommen und gen 
Zion kommen mit Jauchzen; ewige Freude wird tiber ihrem 
Haupte sein; Freude und Wonne werden sie ergreifen, und 
Schmerz und Seufzen wird weg mtissen. 


Ill. Andante moderato [Baritone solo] 


Herr, lehre doch mich, dass ein Ende mit mir haben muss, 
und mein Leben ein Ziel hat, und ich davon muss. 

Siehe, meine Tage sind einer Handbreit vor dir, und mein 
Leben ist wie nichts vor dir. 

Ach, wie gar nichts sind alle Menschen, die doch so sicher 
leben. 

Sie gehen daher wie ein Schemen und machen ihnen viel 
vergebliche Unruhe; sie sammeln und wissen nicht wer es 
kriegen wird. 

Nun, Herr, wes soll ich mich trésten? Ich hoffe auf dich. 

Der Gerechten Seelen sind in Gottes Hand, und keine 
Qual rithret sie an. 


IV. Massig bewegt 


Wie lieblich sind deine Wohnungen, Herr Zebaoth! Meine 
Seele verlanget und sehnet sich nach den Vorhéfen des Herrn; 
mein Leib und Seele freuen sich in dem lebendigen Gott. 

Wohl denen, die in deinem Hause wohnen, die loben dich 
immerdar. 
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Blessed are they that mourn, for they shall be comforted. 


They that sow in tears shall reap in joy. 
He that goeth forth and weepeth, bearing precious seed, shall 
doubtless come again with rejoicing, bringing his sheaves with him. 


For all flesh is as grass, and all the glory of man as the flower of 
grass. 

The grass withereth, and the flower thereof falleth away. 

Be patient, therefore, brethren, unto the coming of the Lord. 


Behold, the husbandman waiteth for the precious fruit of the 
earth, and hath long patience for it, until he receive the early and 
latter rain. 

But the word of the Lord endureth for ever. 

The ransomed of the Lord shall return, and come to Zion with 
songs and everlasting joy upon their heads: they shall obtain joy and 
gladness, and sorrow and sighing shall flee away. 


Lord, make me to know mine end, and the measure of my 
days, what it is; that I may know how frail I am. 

Behold, thou hast made my days as an handbreadth; and my 
age is as nothing before thee: 

Verily, every man at his best state is altogether vanity. 


Surely every man walketh in a vain shew: surely they are 
disquieted in vain: he heapeth up riches, and knoweth not who shall 
gather them. 

And now, Lord, what wait I for? my hope is in thee. 

But the souls of the righteous are in the hand of God, and there 
shall no torment touch them. 


How amiable are thy tabernacles, O Lord of Hosts! My soul 
longeth, yea, even fainteth for the courts of the Lord: my heart and my ~ 
flesh crieth out for the living God. 

Blessed are they that dwell in thy house: they will be still 
praising thee. 


V. Langsam [Soprano solo] 


Thr habt nun Traurigkeit, aber ich will euch wieder sehen, 
und euer Herz soll sich freuen, und eure Freude soll niemand 
von euch nehmen. 

Ich will euch troésten, wie einen seine Mutter trostet. 

Sehet mich an: Ich habe eine kleine Zeit Mithe und Arbeit 
gehabt und habe grossen Trost funden. 


VI. Andante—Vivace—Allegro 


Denn wir haben hie keine bleibende Statt, sondern die 
zukunftige suchen wir. 

Siehe, ich sage euch ein Geheimnis; Wir werden nicht alle 
entschlafen, wir werden aber alle verwandelt werden; und 
dasselbige plotzlich, in einem Augenblick, zu der Zeit der letzten 
Posaune. 

Denn es wird die Posaune schallen, und die Toten werden 
auferstehen unverweslich, und wir werden verwandelt werden. 

Dann wird erfillet werden das Wort, das geschrieben 
steht: Der Tod ist verschlungen in den Sieg. Tod, wo ist dein 
Stachel? Holle, wo ist dein Sieg? 

Herr, du bist wirdig zu nehmen Preis und Ehre und Kraft, 
denn du hast alle Dinge erschaffen, und durch deinen Willen 
haben sie das Wesen und sind geschaffen. 


VII. Feierlich 


Selig sind die Toten, die in dem Herren sterben, von nun 
an. 

Ja, der Geist spricht, dass sie ruhen von ihrer Arbeit; denn 
ihre Werke folgen ihnen nach. 
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Ye now therefore have sorrow: but I will see you again, and 
your heart shall rejoice, and your joy no man taketh from you. 


As one whom his mother comforteth, so will I comfort you. 
Behold with your eyes, how that I have had but little labour, 
and have gotten unto me much rest. 


For here have we no continuing city, but we seek one to come. 


Behold, I show you a mystery; We shall not all sleep when He 
cometh, but we shall all be changed, ina moment, ina twinkling of an 
eye, at the last trumpet: 


For the trumpet shall sound, and the dead shall be raised 
incorruptible, and we shall be changed. 

Then shall be brought to pass the saying that is written, Death 
is swallowed up in victory. O Death, where is thy sting? O grave, 
where is thy victory? 

Thou art worthy, O Lord, to receive glory and honor and 
power: for thou hast created all things, and for thy pleasure they are 
and were created. 


Blessed are the dead which die in the Lord, from henceforth: 


Yea, saith the spirit, that they may rest from their labors; and 
their works do follow them. 


modulations within movements generally serve coloristic pur- 
poses. Some thematic references are obvious (the same music 
for “requiem aeternam” in movements 1 and 5); others are 
more subtle (the violin obbligato of the “Sanctus” anticipated in 
the middle of the preceding movement). The central axis of the 
Requiem is the soprano solo “Pie Jesu.” Symmetrically ar- 
ranged on either side are movements for Chorus, Baritone/ 
Chorus, Chorus. 

Introit and Kyrie are joined together, unified by a 
common mood and by common thematic material. The regular 
tread of the bass is interrupted only at points of intense 
supplication (exaudi/Christe). The sequence “Dies irae,” such 
an unforgettable feature of the Requiems of Berlioz and Verdi, 
is notably absent, inconsistent as it is with Fauré’s stress on 
peace and consolation. “O Domine Jesu Christe” is built 
around a series of convoluted modal canons, opening up into a 
world of expressive lyricism at the baritone solo, “Hostias et 
preces.” A fuller setting of the canonic material is followed by 
the transfigured “Amen.” The angelic “Sanctus” is beyond 
praise. The voices, resembling the tolling of great bells, are 
enveloped in harp and violin arabesques. Familiar chords 
become wonderful events. 

The “Benedictus,” usual at this point, is replaced by a 
solo motet, “Pie Jesu.” Although this anticipates to a degree the 
entreaty of the following movement, it reaffirms Fauré’s 
emphasis on requiem and solace rather than the terror of 
judgment. The “Agnus Dei” leads by means of a luminous 
modulation into the communion, “Lux aeterna.” Fauré’s setting 
of “Libera me,” the responsory for the absolution of the body 
after Mass, is decidedly severe: divine mercy may be in doubt 
as the inexorable judge purifies the world with fire. All 
trepidation is effaced by the supreme tranquility of “In 
paradisum,” afloat on blissful waves of sound. 


Johannes Brahms Ein deutsches Requiem, Op. 45 


In 1853 Robert Schumann announced to the world the 
arrival of a new master of German music, Johannes Brahms, 
then twenty years old. Schumann’s famous article in the 
Allgemeine Musikalische Zeitung prophesied that “should he 
bring down his magic wand where the powers of choral and 
orchestral masses lend him their force, then will be granted us 
wonderful glimpses into the mysteries of the spirit world.” To 
Clara Schumann, present fifteen years later in the cathedral at 
Bremen where Brahms conducted the first performance of A 
German Requiem, it seemed as if this prophecy had at last been 
fulfilled. She noted this in her diary and tearfully regretted 
that her husband did not live to see the day. His insanity and 
premature death had profoundly affected Brahms, by nature 
reticent about such intimate matters, but friends who knew 
him best regarded the Requiem as a moving memorial to a 
beloved mentor and friend. Brahms all but declared it to be so, 
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though he affirmed the work’s universal message: “A Human 
Requiem” was as appropriate a title as the one he had chosen. 

For a composer who had yet to celebrate his thirty-fifth 
birthday, the premiére in Bremen was a triumph of the first 
magnitude. It confirmed Brahms’ stature and presaged even 
greater achievements—if that were possible. In 1868 Brahms 
had not published a single symphony or string quartet. A 
piano concerto, two serenades, the “Handel” and “Paganini 
Variations had demonstrated his ability with complex formal 
techniques, however, and he was an experienced choral 
conductor with dozens of shorter pieces for this medium to his 
credit. The only living German composer of remotely equal 
prominence was Richard Wagner. Tristan had created a 
sensation in 1865 and Meistersinger neared completion. Brahms 
had good reason to conclude that a work of major proportions 
would be required from him to offset Wagner's growing 
dominance. That work was to be Ein deutsches Requiem. 

The idea of a great Trauermusik had been in Brahms’ 
mind since the death of Schumann. In 1858 he composed the 
somber Begrdbnisgesang, Op. 13 for graveside funeral rites, but 
a music of grief and consolation on a scale transcending the 
individual was the challenge he set for himself. It has been 
suggested, on rather slender evidence, that Brahms made his 
selection of texts for the Requiem as early as 1861, but even in 
1866, the year of most intensive compositional activity on it, 
texts of the last two movements had yet to be chosen. His 
mother died early in 1865, and this bereavement may have 
confirmed his resolve to test his maturity with the long 
contemplated project. In April of that year Brahms sent Clara 
Schumann a copy of the fourth movement, requesting her 
comments and describing the funeral march second move- 
ment. This letter contains the first reference to the title: “a kind 
of German Requiem.” It was not until the following summer, 
coincidentally the tenth anniversary of Robert Schumann’s 
tragic end, that the work arrived at nearly its final form with 
the revision or new composition of all movements save 
the fifth. 

Brahms did not immediately seek a performance. He 
gave the score to Albert Dietrich, a former pupil of Schumann; 
it eventually passed into the hands of Carl Reinthaler, a 
conductor at Bremen who was very enthusiastic about the 


uw 


_ Requiem. Brahms recovered the score and arranged for a 


performance of the first three movements at a concert of the 
Gesellschaft der Musikfreunde in Vienna. This took place on 
December 1, 1867. It was only a qualified success, due to 
shortcomings in the execution, the most disastrous of which 
was the fortissimo thumping of the tympanist who annihilated 
the great fugue at the end of the third movement. The 
influential critic Eduard Hanslick expressed a few misgivings, 
but he acknowledged the “unusual significance and great 
mastery” of what had been heard, admittedly in an imperfect 
rendition. 

Brahms was nevertheless encouraged by the Viennese 
reception and decided to take up Reinthaler’s offer of a Good 
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Friday performance of all six movements in the cathedral at 
Bremen. Because of performing engagements, the composer 
was able to be present in Bremen for only some of the 
rehearsals. He was under pressure to give the Requiem a 
pointedly Christian orientation, but he steadfastly refused to 
adapt it to a conventional outlook. The church authorities at 
Bremen, noting that the name of Christ was not mentioned in 
the text of the Requiem, insisted that some reference to the 
Savior was obligatory, given the day and the place. To 
accommodate their demands, “I know that my Redeemer 
liveth” was interpolated after the fourth movement. The Saint 
Matthew Passion was represented by an aria, and the chorus 
sang “Behold the Lamb” and “Hallelujah” from Messiah. The 
newspapers whipped up interest before the event. It created a 
sensation, and reviews of the performance spread Brahms’ 
triumph throughout Germany. 

Swayed perhaps by the arguments of friends and 
perhaps by the desire for a better formal balance, Brahms 
composed a new slow movement for soprano and chorus, “Ihr 
habt nun Traurigkeit,” and inserted it where the air from 
Messiah had been sung at Bremen. Was this a kind of 
substitute for the sotereological statement Brahms was reluc- 
tant to make? The opening phrase comes from the Gospel of 
John. It is the only movement of the Requiem entirely in the 
first person singular, and those who so desired could regard it 
as a word of consolation discreetly placed in the mouth of 
the Savior. 

In this form Ein deutsches Requiem was printed, and the 
premiere of this final version took place in the Leipzig 
Gewandhaus on February 18, 1869. In Germany it soon rivalled 
Messiah in popularity, surpassing both Bach Passions in 
frequency of performance. Hostility to Brahms always ran high 
in Boston: for two generations, leaders of public taste had little 
but ill to say of him. The persistence of such prejudice long 
after musical opinion elsewhere had tendered Brahms his due 
explains why the Handel and Haydn Society did not present 
its first Requiem until 1945. In the spring of that year the 
Society paid a memorial tribute to recently deceased President 
Roosevelt and to the men and women who had lost their lives 
in World War II. 

Ein deutsches Requiem is scored for the standard classic- 
romantic orchestra with the addition of harps and organ. The 
original version had only a baritone soloist; the soprano was 
introduced when “Ihr habt nun” was added. Long experience 
with choral singing gave Brahms a precise knowledge of 
effective and idiomatic usage. Polyphonic techniques, freely 
applied, came naturally to him. In this matter he resembles 
Handel rather than Bach in structuring movements through 
the juxtaposition of contrasts rather than in the uniform 
application of a single device. Fully developed fugues are rare; 
two of them occur in the Requiem. As parts of longer 
movements (3 and 6), they serve the function of intensification 
and climax. When such an effect is not desired (“Die Erléseten 
des Herrn” in movement2 ), Brahms creates excitement with a 


mock-fugal episode and then tapers the music off to a quiet 
conclusion. 

The traditional musical forms were also vital realities for 
Brahms: the recall of themes and entire sections shapes his 
instrumental and vocal music, quite transparently so in the 
Requiem. Its powerful expressive effect can best be heard in the 
relentless return of the march theme, “Alles Fleisch ist wie 
Gras,” in the second movement, and in the solo-choral 
responses of the sixth movement. The verbal parallel between 
the opening and closing movements is subtly but unmistaka- 
bly reinforced by musical similarities. 

Ein deutsches Requiem is not a gloomy or despondent 
work. Some performances make it seem so, but Brahms’ 
original metronome markings and his own conducting timings 
confirm tempi faster than the conventional ones. Brahms once 
called the Requiem: “beatitudes for those who mourn.” (“Selig” 
is the first and also the last word in Brahms’ text; 
Seligpreisungen is the German word for Beatitudes.) The 
funeral march opens out into the most expansive and tri- 
umphant procession of the redeemed taking possession of 
heavenly Sion. This meditation on the nothingness of mortal 
flesh leads not to despair, but to a simple affirmation that “the 
righteous souls are in the hand of God.” The fourth move- 
ment, centerpiece of the Requiem, summons up in an 
unforgettable manner the joyous calm of the Lord’s dwelling 
place. In the added movement (no. 5) the mourners are 
addressed directly with the assurance that grief is, or should 
be, a temporary phenomenon. Even the apocalyptic events 
proclaimed by the last trumpet end not in perdition, but in the 
defeat of death itself and the hymn of all creation: “Herr, du 
bist wurdig.” The last movement matches the first: the dead are 
blessed because their travail is over, just as the living are 
blessed in their grief. 
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What is the Handel & Haydn Society? 


The Handel & Haydn Society is America’s oldest active 
performing organization, leading Boston’s musical life for over 
a century and a half. Founded in 1815, the Society seeks to 
advance the performance, study, composition and enjoyment 
of music, both choral and orchestral. 


This is done through a program of subscription and low-cost 
public concerts, recording, publishing, and other media pro- 
jects, all designed to make music accessible to as broad a 
segment of the public audience as possible. 








“What this year’s Handel & Haydn Society perfor- 
mance of Messiah has ts just incredible choral 
singing, the finest I have ever heard in the work (or 
any like it) and even the finest I can at this moment 
imagine.” 


Michael Steinberg (The Boston Globe) 








Advertisement for a visit to New York in 1870. 








BEETHOVEN 


CENTENNIAL. 
GRAND MUSICAL JUBILEE 


SEVENTH CONCERT 
Grand Cratorio Night! 
Thursday Evening, June 16, 


First Part of Mendelssohn’s Oratorio, 


ELIJAH 


MADAME 


wrarepa Rosa, 


NETTIE STERLING, 
Mr. WILLIAM CASTLE 
MR. W. WHITNEY. 


The Celebrated 


HANDEL & HAYDN SOCIQCY OF BTU 


Numbering over 500 Voices. 


Grand Orchestra ! a 
Colisseum Organ! ! 
CONDUCTOR, GARL ZERRAHN 


Organist, J. C. D. Parker. 






a Eee 
1. Overture, “Jubilee’.........Theedore Berthold 
Conduetor,........ 2234s: Dr. James Pech 
2. “Let the Bright Seraphim,” (Samso:)........... Mandel 


MADAME PAREPA-ROSA,. — 
With Trumpet Obligato, by MR. A. M. ARBUCKLE, 


CONDUCTOR...... . Saigecpstiisateune o-spcceeces . CARL ROSA 
3. Grand Selectien, ‘ Marthe” PN eet, ¥lotow 
Gilmore’s Band. 
CONDUCTED..... . 2g Dy ees pies P.S. GILMORE 
4. Song. “La Donnae Mobile” itis Se Oeeueaee iste aiags Verdi 
Signor Filippi. 
CONDUCTOR. . . . gig asaea ore ee memretre ees MAX MAREIZEK 
&. Overture. (“Der Freischutz”................ Weber 
CONDUCTOR... (ips eee ae CARL ROSA 
6. Erie Galop. ee Mavetzek 


CONDUCTOR Jag ee a ge MAX MARETZEK 
pe TO-LORBBROW, FRIDAY AFTERNOON 


8th CONCERT. 


Grand Operatic & Orchestral Programmes 


Presenting an Immense Galaxy of 


CELEBRATED OPERATIC STARS 


10. 8 
Ensembles, Selections and Solos, | 
With the Great Opera Chorus, 
Grand Orchestra, 
Gilmore’s Band, } 
And Great and Novel Musieal Effects. q 


Metropolitan Printing and Engraving Hetablishovent, 97 Nassau 3t., N. ¥. 














Why is H&H one of Boston's “most 
treasured cultural institutions?” 


For 166 years, superlative performances of the great choral 
works and the annual Christmas performances of Handel's 
Messiah have formed the solid cornerstone of the Society’s 
reputation, a foundation upon which it continues to grow, 
exciting new audiences and spreading the appreciation of 
music throughout the country through recordings, coast-to- 
coast broadcasts, and publications. 


H&H has introduced to American 
audiences such masterpieces as: 


Handel's Messiah in 1815 

Haydn’s Creation in 1819 

Verdi's Requiem in 1878 

Bach’s St. Matthew Passion in 1879 


It has also performed more 
contemporary works such as: 


Honegger’s King David 

Stravinsky’s Symphony of Psalms 
Britten’s Cantata Misericordium 
Poulenc’s Gloria 

Vaughan Williams’ Dona Nobis Pacem 


H&H encourages the creation of new music in a tradition 
which dates back to Beethoven, who was commissioned to 
write a work for the Society in 1823. The most recent 





commission went to composer Daniel Pinkham, whose Garden 


Party was given its world premiere in March, 1977. “A total of 5,262 fortunate people filled Symphony 


Hall on two nights this weekend for the Handel & 


The Society recorded Messiah in 1977 under the auspices of the Haydn Society's annual Messiah. What they heard 


Advent Corporation, utilizing performing forces approximating was a superlative performance.” 
those of Handel's day to produce the most definitive version Richard Dyer (The Boston Globe) 
yet recorded. This recording is also marketed on the Sine 
Qua Non label. 





H&H has established a National Public Radio broadcast coast- 
to-coast which reaches audiences of four million listeners. 


Maintaining a circulating library of musical scores, H&H has 
enabled groups throughout the country to perform works 
which their limited budgets would not otherwise allow. 


Where and what music does H&H perform? 


The backbone of the Handel & Haydn season is its Symphony 
Hall subscription series. Featured in these performances, in 
addition to the great choral works and oratorios, have been 
chamber music, dance, opera, multi-media productions, and 
even puppets, increasing the employment of directors, techni- 
cians, designers, and talented performers from all areas of 

the arts. 


As part of a bold new program for the future, the Society 
further expanded its performances by undertaking a series of 
community outreach programs in 1979, extending its musical 
mastery to audiences more eager than ever. 


The 1980’s will witness an expanded and diversified 
program in the following areas: 


a professional Chorus 


a professional Chamber Orchestra, designed to fill 
a void in Boston’s cultural scene and ensuring 
the continuity of personnel 


a Theatre Wing for unique musical 
theatre productions 


“The Handel & Haydn Society radiated energy 
Friday night, an energy born both of the music and 
of the performance.” 


Christine Terp (The Christian Science Monitor) 
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Announcement of the Third Triennial 
Festival in 1874. 


How has Thomas Dunn brought a new look to 
H&H performances? 


In Thomas Dunn, the Society’s Artistic Director, there exists a 
combination of imaginative programming and classical artistry 
unsurpassed in the national musical scene. 


Under his direction, the Handel & Haydn Society Chorus, a 
finely-tuned corps of singers, has gained a reputation as a 
virtuoso group of professionals. 


Exacting the highest standards of achievement from his 
musicians, Dunn affirms, “We must leave a work better for our 
performance. Better understood. Better loved.” Stressing the 
integrity of performance with respect to the composer's 
intentions, Dunn’s musical scholarship becomes innovation, 
bringing audiences closer than ever to the genius of the world’s 
great composers. 


It is due largely to Maestro Dunn’s talents that the Handel & 
Haydn Society today is an unqualified artistic success, claiming 
its rank as America’s pre-eminent musical organization. 


- “The performance was consistently on that high 
plane of excellence Dunn has displayed since 
becoming music director of the Handel & Haydn 
Society.” 


Peter M. Knapp (The Patriot Ledger) 





H&H 
Become a member 





“and especially anyone who heard the Handel & 
Haydn Society's performance of it [Haydn's 
Creation] last Friday night, recognizes it for the 
sublime piece of music it is... The chorus sounded 
splendid, offering both enthusiasm and limpid tone, 
and delighting the listener...” 


Ellen Pfeifer (The Boston Herald American) 













What you will receive. 


4 


» 


advance notice of programs and special considerati on in 
filling single ticket and subscription orders ‘ 


invitations to special events and post-concert gal 
a complimentary copy of our Notebook on Hay 


listing in concert programs 


How you can help. 
As an individual you can assist us in two ways: 
1. By a generous, tax-exempt gift. 
2. By getting together a small group of friends. 
their help as well. The H&H Society will 


have one of its top officers speak inform 
any such meetings. 





Yamaha Piano 
the official piano of the Handel and Haydn Society 
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The world famous 


~-(@ YAMAHA 


Pianos and Organs 





Williams’ Piano Shop, Inc. 


123 Harvard Street, Brookline 
232-8870 or 232-2773 


